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Abstract 
Drawing on the ways that art history, art theory, and art criticism have used affect theory, I 
ask how an affective approach can align the undergraduate classroom art critique with the 
historical definition of aesthetics, or aesthesis, and create a space for sense and feeling. The 
first chapter reviews literature in the field and demonstrates the perceived benefits and 
drawbacks of current critique models. In the second chapter, I consider how affect has the 
potential to disrupt traditional approaches to critique in order to assist in rethinking stated 
goals, disrupt power dynamics in the classroom, and generate transformative knowledge. In 
the last chapter, I examine affect in relationship to sensory knowledge, and discuss how 
critique can engage the full spectrum of the senses, and create a space for students to 
experience art as embodied ritual, with potential to move them in a transformative way. 
Summary for Lay Audience 
This research examines current approaches to the critique in the undergraduate classroom. 
Specifically, I use theories about how feelings (affect) and the senses (sensory and 
embodied knowledge) are used in art history, art criticism, and curatorial studies. I draw 
from this theory in order to disrupt traditional critique approaches in the studio art 
classroom. 
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Foreward 
Recently, I noticed something. When I look at artwork through the eyes of friends and 
family who aren’t formally trained in art or art history I notice something particular; they often 
go to the art first, trust their intuitions, and allow for personal stories and interpretations. But, 
when I go to galleries or museums, the first thing I do is read the exhibition text or artist 
statement. I am not sure when this habit formed, but it seems somewhere along the way I learned 
that the “right” process to engage with art is to gather the available information – artist 
intentions, process, background, influences – and then measure the artwork within this context.  
I am not implying that a critical and informed engagement with art is wrong, and as an 
artist and studio art educator – both at a university and in a community environment – I know the 
importance of learning how to think about and discuss art in a critical and objective manner. 
However, I was surprised to find that I no longer seemed to be able to connect with art in an 
emotional, subjective, and passionate way. 
 As an art student, I often found critiques boring, frustrating, simultaneously too short and 
too long, repetitive, fumbling, and lacked guidance. In the back of my mind, I knew critiques 
were important and valuable, but they felt like a wasted opportunity. In fact, as a student, I often 
wanted critiques to be “tougher” or “more honest.” Looking back, I think I believed that a 
harsher critique would make the experience into that inspiring, transformative, and indescribable 
process I thought it should be. In truth, it probably would have just left me insecure, isolated, and 
emotional.  
I can easily acknowledge all the benefits of my formal education (BFA Art History, BFA 
Drawing & Painting, MFA Studio Art), and in particular the skills and knowledge I learned in 
critique, such as critical thinking, historical and contextual knowledge, an understanding of 
systems of representation and interpretation, technical skills, and disciplinary language. 
However, I have found that critiques rarely emphasized the subjective experience of making art, 
or the emotional or physical manner through which most people experience art. As a result, it 
seems my heart and body, in relationship to making, seeing and thinking about art, have been 
 vi
displaced by the above laundry list of practical skills. And so, the habit of looking at information 
in galleries and museums before the art is the result, in part, of critique. 
 In doing this research, I realized what I was actually looking for in critique was the 
opportunity for discovery, transformative discussions, and a sense of connection, to both the art 
and my peers. Therefore, I came to this thesis, broadly questioning the current format of the 
traditional critique, which focuses on critical thinking skills through an objective and detached 
observation and analysis of work, instead of encouraging or even allowing for the emotive, 
personal, physical, and subjective responses that are so integral to the making – and viewing – of 
art.  
Throughout my research, I kept my undergraduate self in mind and it slowly became 
apparent that it was, in fact, my experience and behaviour as a peer audience that was the wasted 
opportunity. I was excited and engaged to speak about my own work, but was distanced and 
dispassionate about my peer’s work. And I don’t think I was an anomaly. 
To that end, I think of this thesis as an appeal for a new method of critique to take hold, 
one that is more affective and sensuous. There needs to be space for the audience to experience 
transformation and discovery when engaging with all of the artworks in critique, not just their 
own, as a way to ensure we don’t forget the passion, feeling, and physical responses when we 
look at art, instead of being solely passive observers who use analytical and objective language. 
Through this research I am looking at how critique can be a space for fully engaged participants, 





























observation,	reflection,	and	verbal	articulation.”21	Thus,	it	is	not	the	format	or	process	that	defines	critique,	but	its	stated	goals	of	developing	critical	thinking	skills.		In	general,	crits	are	“focused	–	activities	focus	around	specific	works;	reflexive	–	students	must	consider	what	is	successful	and	why;	verbal	–	students	must	articulate	their	observations;	and	forward	thinking	–	critiques	are	designed	for	improving	future	efforts.”22	The	triad	of	“observation,	reflection,	and	verbal	articulation”23	is	repeated	often	in	the	literature,	with	minor	variations,	as	a	definition	of	critique.	As	early	as	1973,	the	critique	is	defined	by	“description,	analysis,	characterization,	and	interpretation.”24	Authors	of,	“Critique as Signature Pedagogy in the Arts,”	Helen	Klebesadel	and	Lisa	Kornetsky	repeat	the	triad	differently	in	three	instances:	“describe,	analyze,	and	interpret,”	“Define	[…]	examine	[…]	and	investigate,”	and	engage	with	“descriptive	analysis,	interpretive	argumentation,	and	evaluation.”25	In	“Critique	and	Process,”	Philip	Motley	uses	a	slight	variation	with	“observe,	evaluate	and	articulate,”	26	whereas	Mariah	Doren	asserts	in	her	article	“Is the Critique Relevant?”	that	through	crits	“meanings	can	be	developed,	sustained	and	defended.”27		And	so,	for	most,	the	defining	characteristic	of	critique	is	that	it	encourages	critical	thinking	in	the	form	of	observation,	analysis,	and	reflection.		











 1.3. What’s the Point?: Instructor Perceptions of Critique 



















 1.4. Student Perception of Critique 
1.4.1. Fear and Anxiety Many	students	report	feeling	emotionally	hurt,	discouraged,	embarrassed	and	a	loss	of	motivation	by	the	end	of	critique.66	Because	of	this,	students	experience	anxiety	and	fear	prior	to	a	formal	group	critique,	and	in	turn	they	report	not	being	able	to	remember	any	feedback	provided.67	According	to	Bernadette	Blair,	as	they	anxiously	wait	for	their	turn	to	present,	and	during	the	decompression	afterwards,	students	become	inwardly	focused,	unaware	of	the	discussions	going	on	around	them	and	cognitively	“switch	off.”68	As	a	result,	students	often	have	difficulty	listening	to	what	has	been	said	about	their	own	or	others’	artworks,	and	thus	can’t	remember	any	feedback	or	discussion	during	the	crit.	Anecdotally,	I	have	heard	professors	mention	that	the	fear	and	anxiety	of	critique	is	beneficial	because	it	prepares	students	for	the	cut-throat	professional	art	world.	However,	if	all	of	the	other	benefits	of	critique	(developing	disciplinary	language,	constructive	feedback,	self-discovery,	building	technical	skills,	community	building,	etc.)	are	negated	because	student	anxiety	results	in	them	“switching	off,”	then	this	suggests	such	a	process	may	be	fundamentally	flawed.	























 2.1. Affect Theory 
Derived	from	the	latin,	affectus,	affect	means	passion,	emotion,	to	touch	or	to	afflict.86	In	current	academic	contexts,	affect	theory	has	influenced	a	range	of	disciplines	including,	but	not	limited	to,	philosophy,	anthropology,	neuroscience,	biology,	psychology,	literary	studies	and	aesthetics.	As	a	theoretical	framework,	affect	theory	is	researched	“in	the	context	of	social	and	political	practices,	of	research	on	the	everyday	and	the	body,	as	well	as	animals,	things,	materiality,	race,	class	gender,	capitalism,	and	nationalism,”87	to	name	only	a	few.	As	a	result	of	this	breadth	of	disciplines	and	contexts,	there	is	“no	single,	generalizable	theory	of	affect,”88	and	in	fact,	the	term	is	often	used	to	mean	different	things.	As	such,	“it	does	not	come	as	a	surprise	that	the	terminology	[affect	theory]	uses	has	become	somewhat	muddled	and	heterogeneous.”89	Below,	I	briefly	




Theory	13,	no.	2	(2012):	117.	94	Doss,	9.	Alana Marie  Traficante, “Sensing the Image: Embodied Art Criticism,” Master’s thesis, 






 2.2. Rethinking the Roles and Goals of Critique 
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 2.3. Disrupting Power Structures 
Affects	have	critical	social	and	political	implications	—	they	have	the	capacity	to	shape	bodies	and	contribute	to	social	hierarchies.	Recognizing	this	can	open	a	discussion	of	the	use-value	of	affects	in	critique	as	it	encourages	viewers	to	question	their	emotional	response	to	artworks	within	a	cultural	and/or	political	framework.	However,	as	Ahmed	states		“within	contemporary	culture,	emotions	may	even	be	represented	as	good	or	better	than	thought,	but	only	insofar	as	they	are	represented	as	a	form	of	intelligence,	as	‘tools’	that	can	be	used	by	subjects	in	the	project	of	life	and	career	enhancement	(Goleman	1995).”125	Given	this,	it	is	important	to	move	beyond	the	intellectual	analysis	of	affect	and	consider	the	other	possible	contributions	that	affect	can	have	in	critique. 
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removing	grading	from	critique,	there	is	a	possibility	that	the	pressure	to	perform	will	be	lessened,	leading	to	a	more	open	and	meaningful	dialogue;	students	will	feel	more	secure	in	participating	in	experimental	and	affective	models	of	critique	if	they	aren't	worried	their	grades	will	be	affected.	Perhaps,	even	more	importantly,	critique	might	then	resist	becoming	transactional:	if	a	student	performs	well	in	critique	and	says,	X,	Y	and	Z,	they	receive	an	A.	The	goal	here	is	a	shift	away	from	the	business	of	grades,	where	the	instructor	is	the	authority	and	arbiter,	into	a	more	levelling	environment,	where	opinions,	responses,	and	ideas	are	legitimate	according	to	their	value	within	discourse	and	not	for	their	capacity	to	impact	student	grades.	



































































 3.5. The Sensory Turn in Critique 
In	the	first	chapter,	critique	was	discussed	as	a	ritual	and	rite	of	passage	that	students	have	to	endure	and	survive.	In	the	New	York	Times	article,	“Tales	From	the	Crit:	For	Art	Students,	May	Is	the	Cruelest	Month,”	author	Jori	Finkel	speaks	of	the	awareness	of	the	ritual	that	students	come	to	critique	with.	But	such	ritual	isn’t	one	of	liminal	contemplative	detachment,	as	Duncan	proposes,	or	the	transformative	type	of	ritual	that	O’Sullivan	hopes	for.	Ritual	in	critique	has	come	accompanied	with	“attendant	horror	stories”227	and	is	something	students	have	to	battle	through.	However,	if	we	look	to	O’Sullivan’s	model	of	the	puja,	the	ritual	of	critique	is	something	that	can	be	transformative	through	an	embodied	experience	of	the	event	of	art.	



























Di	Bello,	Patricia	and	and	Gabriel	Koureas.	Introduction	to	Art,	History,	and	the	Sense1-17. Farnham	:	Ashgate,	2010.Dick,	Leslie.	“Soft	Talk:	Thoughts	on	Critique.”	X-TRA	Contemporary	Art	Quarterly	21	 no.	1	(2018):	n.p.	Accessed	February	12,	2019.	https://www.x-traonline.org/article/soft-talk-thoughts-on-critique/	Doren,	Mariah.	“Is	the	Critique	Relevant?”	Visual	Inquiry:	Learning	&	Teaching	Art	4,		no.	3. (2015):	193-203.	doi:	10.1386/vi.4.3.193_1Doss,	Erika.	“Affect.”	American	Art	23,	no.1	(2009):	9-11.	Duncan,	Carol.	“The	Art	Museum	as	Ritual.”	In	Civilizing	Rituals:	Inside	Public	Art	
Museums.	London:	Routledge,	2005.	Elkins,	James.	Art	Crits:	A	Guide.	3rd	ed.	Washington:	New	Academia,	2014.	—	How	to	Use	Your	Eyes.	New	York:	Routledge,	2000.	—	Why	Art	Cannot	be	Taught:	A	Handbook	for	Students.	Illinois:	University	of	Illinois	2001.	Figlerowicz,	Marta.	“Affect	Theory	Dossier:	An	Introduction.”	Qui	Parle	20,	no.	2	(2012):	3-18.Finkel,	Jori.	“Tales	from	the	Crit:	For	Art	Students,	May	is	the	Cruelest	Month.”	New	York	Times,	April	30,	2006.	Fitch,	Sebastien.	“Critiques	Credits	and	Credibility:	Assessment	Practices	in	Higher	Education	Studio	Arts	Courses.”	PhD	diss.,	Concordia	University,	2016.	https://spectrum.library.concordia.ca/981013/	Gemtou,	Eleni.	“Subjectivity	in	Art	History	and	Art	Criticism.”	Rupkatha	Journal	on	
Interdisciplinary	Studies	in	Humanities	2,	no.	1	(2010):	2-13.	Gilles,	Amy.	“The	Worst	Critique.”	Northwest	Nazarene	University.	Jan	4,	2018.	Accessed	Nov	4,	2018.	https://news.nnu.edu/story/the-worst-critique	Gregory	J.	Seigworth	and	Melissa	Gregg.	Introduction	to	The	Affect	Theory	Reader,	1-25.	Durham:	Duke	University	Press,	2010.	Harris,	Jonathan.	Art	History:	The	Key	Concepts.	London:	Routledge,	2006.	—	The	New	Art	History:	A	Critical	Introduction.	London:	Routledge,	2001.		Hart,	Joan.	“Reinterpreting	Wölfflin:	Neo-Kantianism	and	Hermeneutics.”	Art	Journal	42,	no.	4	(1982):	292-300.	
60 
Healy,	John.	“The	Components	of	the	‘Crit’	in	Art	and	Design	Education.”	Irish	Journal	of	
Academic	Practice	5,	no.	1.	(2016):	1-17.	doi:10.21427/D7RB1V	Hetland,	Lois,	Ellen	Winner,	Shirley	Veenema,	and	Kimberly	M.	Sheridan.	Studio	
Thinking:	The	Real	Benefits	of	Visual	Arts	Education.	New	York:	Teachers	College	Press,	2007.	Howes,	David.	“The	Aesthetics	of	Mixing	of	Mixing	the	Senses:	Cross-Modal	Aesthetics.”	Accessed	June	3,	2019.	https://www.david-howes.com/senses/aestheticsofmixingthesenses.pdf	Hubard,	Olga	M.	“‘How	Does	This	Artwork	Make	You	Feel?	A	‘No-No’	Question	in	Art	Museum	Education.”	The	Journal	of	Aesthetic	Education	49,	no.	2	(2015):	82-98.	Huberman,	Anthony.	“Take	Care.”	The	Showroom.	Accessed	Nov	20,	2018.	https://www.theshowroom.org/library/take-care	Hutchison,	Ray.	Editor.	Encyclopedia	of	Urban	Studies.	California:	Sage,	2010.	Jay,	Martin.	“Returning	the	Gaze.”	In	Perspectives	on	Embodiment:	The	Intersections	of	
Nature	and	Culture,	edited	by	Gail	Weiss	and	Honi	Fern	Haber,	165-182.	New	York:	Routledge,	1999.		Martin,	Lesley.	“Aesthetics.”	The	University	of	Chicago.	2003.	Accessed	July	9,	2019.	https://owl.purdue.edu/owl/research_and_citation/chicago_manual_17th_edition/cmos_formatting_and_style_guide/web_sources.html	Kavanagh,	Donncha.	“Ocularcentrism	and	its	Others:	A	Framework	for	Metatheoretical	Analysis.”	Organizational	Studies	25,	no	3	(2004):	445-464.	doi:10.1177/0170840604040672	Kent,	Lori.	“Studio	Conversations:	Approaches	for	a	Post-Modern	Context.”	International	
Journal	of	Art	&	Design	Education	24,	no.	2	(2005):	159-165.	doi:	10.1111/j.1476-8070.2005.00436.x	Klebesadel,	Helen.	“Reframing	Studio	Art	Production	and	Critique.”	In	New	Museum	
Theory	and	Practice:	An	Introduction,	edited	by	Janet	Marstine,	247-265.	Malden:	Blackwell,	2006.		Klebesadel,	Helen	and	Lisa	Kornetsky.	“Critique	as	Signature	Pedagogy	in	the	Arts.”	In	
Exploring	Signature	Pedagogies:	Approaches	to	Teaching	Disciplinary	Habits	of	
Mind.	Edited	by	Reagan	Gurung,	Nancy	L.	Chick	and	Aeron	Haynie.	Sterling:	Stylus,	2009.	Lauwrens,	Jenni.	“Welcome	to	the	Revolution:	The	Sensory	Turn	and	Art	History.”	
Journal	of	Art	Historiography	no.7	(2012):	1-17.	
61 
Lloyd,	Jenni.	“In	Praise	of	Art	School	Crits.”	Medium.	April	5,	2017.	Accessed	Oct	26,	2018.	https://medium.com/@jennilloyd/in-praise-of-art-school-crits-f85a7e7a2de7	Mambrol,	Nasrullah.	“Structuralism.”	Literary	Theory	and	Criticism.	March	20,	2016.	Accessed	June	18,	2019.	https://literariness.org/2016/03/20/structuralism/	Motley,	Phillip.	“Critique	and	Process:	Signature	Pedagogies	in	the	Graphic	Design	Classroom.”	Arts	&	Humanities	in	Higher	Education.	16,	no.	3	(2016):	229-240.	doi	10.1177/1474022216652765.	—	“Learning—to	and	from—the	Visual	Critique	Process.	New	Directions	for	Teaching	
and	Learning.	141	(2015):	77-86.	doi:	10.1002/tl.20124	Nader,	Luiza.	“An	Affective	Art	History.”	Teksty	Drugie	(English	Edition)	2	(2015):	236-261. http://tekstydrugie.pl/wp-content/uploads/2016/06/Teksty_Drugie_en_2015_2.pdfO’Sullivan,	Simon.	“The	Aesthetics	of	Affect:	Thinking	Art	Beyond	Representation.”	
Angelaki:	Journal	of	Theoretical	Humanities	6,	no.	3	(2001):	125-135.	—	“Writing	on	Art	(Case	Study:	The	Buddhist	Puja).”	Parallax	7,	no.	4	(2001):	115-121.	Pallardy,	Richard.	“Situationist	International.”	Encyclopedia	Britannica.	Accessed	June	18,	2019.	https://www.britannica.com/topic/Situationist-International	Pallasma,	Juhani.	The	Eyes	of	the	Skin:	Architecture	and	the	Senses.	Chicester:	Wiley	&	Sons,	2005.	Pedwell,	Carolyn	and	Anne	Whitehead.	“Affecting	Feminism:	Questions	of	Feeling	in	Feminist	Theory.”	Feminist	Theory	13,	no.	2	(2012):	115-129.	Phillips,	Melissa	Lee.	“What	is	Synesthesia?”	Synesthesia,	accessed	June	8,	2019.	https://faculty.washington.edu/chudler/syne.html	Prinz,	Jesse.	“Can	Critics	Be	Dispassionate?	The	Role	of	Emotion	in	Aesthetic	Judgement.”	Accessed	January	24,	2019.	http://subcortex.com/PrinzDispassionateCritics.pdf	Ralske,	Kurt.	“The	Crit.”	Kurt	Ralske.	May	2011.	Accessed	Oct	26	2018.	http://retnull.com/index.php?/texts/the-crit/	Rowles,	Sarah,	ed.	Art	Crits:	20	Questions	A	Pocket	Guide.	London:	Q-Art,	2013.	E-Book.	Simon	Shaw-Miller.	Foreward	to	Art,	History,	and	the	Senses,	xv-xxiv.	Edited	by	Patricia	Di	Bello	and	Gabriel	Koureas.	Farnham:	Ashgate,	2010.	Sims,	Ellen	and	Alison	Shreeve.	“Signature	Pedagogies	in	Art	and	Design.”	In	Exploring	
More	Signature	Pedagogies:	Approaches	to	Teaching	Disciplinary	Habits	of	Mind,	
62 
edited	by	Reagan	Gurung,	Nancy	L.	Chick	and	Aeron	Haynie,	55-67.	Sterling:	Stylus,	2012.		Sontag,	Susan.	Against	Interpretation.	Toronto:	Ambassador,	1967.	Thielemans,	Veerle.	“Beyond	Visuality:	Review	on	Materiality	and	Affect,”	Perspective	2	(2015):	1-7.	Thorton,	Sarah.	Seven	Days	in	the	Art	World.	New	York:	W.W.	Norton	&	Company,	2008	Traficante,	Alana	Marie.	“Sensing	the	Image:	Embodied	Art	Criticism.”	Master’s	thesis,	Ontario	College	of	Art	and	Design	University,	2016.	Van	Alphen,	Ernst.	“Affective	Operations	of	Art	and	Literature.”	RES	Anthropology	and	
Aesthetics	no.	53/54	(2008):	20-30.	Vandenbossche,	Michel.	“‘You	Do	Feel	Something,	Right?’	An	Affective	Comparison	of	John	Taggart	and	Mark	Rothko.”	Master’s	thesis,	Ghent	University,	2016.	Velimorovic,	Andreja.	“When	Art	is	Experienced	Through	All	Five	Senses”	Widewalls.	November	4,	2017.	Accessed	May	22,	2019.	https://www.widewalls.ch/art-senses-albright-knox-gallery/	White,	Boyd.	“Embodied	Aesthetics,	Evocative	Art	Criticism:	Aesthetically	Based	Research.	Studies	in	Art	Education	52,	no.2	(2011):	142-154.		Wojtyra,	Tonik.	I	Got	an	A+	in	Art	and	You	Can	Too.	Toronto:	Standard	Form	Press,	2007.	
63 
Curriculum Vitae 
Name:	 Claire	Bartleman	
Post-secondary	 Concordia	University	
Education	and		 Montreal,	Quebec,	Canada	
Degrees:		 2004-2007,	B.F.A	Art	History	Ontario	College	of	Art	and	Design	University	Toronto,	Ontario,	Canada	2010-2015,	B.F.A	Drawing	and	Painting	The	University	of	Western	Ontario	London,	Ontario,	Canada	2016-2018,	M.F.A	Studio	Art	The	University	of	Western	Ontario	London,	Ontario,	Canada	2018-2019,	M.A	Art	History	and	Curatorial	Studies	
Honours	and	 Ontario	Graduate	Scholarship	
Awards:		 2018-2019	
Canada	Graduate	Scholarship,	Social	Science	and	Humanities	Research	Council	(SSHRC)	2017-2018	 	
Related	Work	 Sessional	Instructor	
Experience		 	 Ontario	College	of	Art	and	Design	University	2018-2019	
